No German or English edition of "The Bloood of the Walsungs" concludes with the sentence that Mann wrote for the original version in 1905, a sentence that begins and ends with two Yiddish words that conclusively identify the Aarenhold family as Jewish. The story, suppressed until 1921, draws heavily on the family of his new wife, Katya Pringsheim, a twin of Jewish extraction. Mann juxtaposes the incest of a pair of German-Jewish twins, Siegmund and Sieglinde Aarenhold, with the myth of the Walsungs, subtly manipulating the Wagner libretto to make it express his sense of the condition of the assimilated German Jew. The incest becomes a metaphor for Jewish exclusiveness as well as a type of the great sin which in many of Mann's works is regarded as a prerequisite to creativity. Like the Joseph series, "Blood of the Walsungs" portrays the paradoxical position of the Jew as resident alien.
That the story had peculiar personal relevance beyond that to which we are accustomed in this highly autobiographical writer is evidenced by its depiction of a family with startling similarities to that of his new wife and by his silent withdrawal of the story after it had been set in print and announced for the January 1906 issue of Die Neue Rundschau. When the story finally did appear in Germany in 1921 , it was in a small, privately printed edition of 530 copies. As Marie Walter informs us in a comprehensive account of the strange publication history of this novella, Mann enjoined booksellers from displaying the small, luxuriously illustrated edition, which was entirely sold out before publication. " himself to Egypt's children and move among them, consenting to the high culture of the land; yet all the while he might feel that they were the children of the world at whom he gazed, benevolently but apart, and ever aware of the mocking spirit in his blood at sight of their decorative and detestable folk-customs. 11 Having a protean personality, Joseph adapts to his Egyptian hosts more easily and naturally than Siegmund Aarenhold does to the German. Siegmund has to fight the "marks of his race" by constant shaving and perfuming, but he shares Joseph's mocking spirit of detachment toward alien ways. For both, this consciousness divided between assimilation and detachment was to be a barrier to ultimate greatness. The significant difference between them is that Joseph, the pioneer of his family in the land of Egypt, has important work to do and has the satisfaction of success, whereas Siegmund, of the second generation of aliens, has only to enjoy the fruits of his father's success.
The generation that made good in the alien land can be comfortable in its ironic and detached conformity, proud and like Herr Aarenhold sometimes even embarrassingly boastful about the success it has wrested from "the goyim." But the children for whom the way has been smoothed may have new and unexpected problems -protected from the struggles of their parents and lacking any genuine work to do, they run the risk of becoming trivial -consumers of wealth and culture instead of producers. Joseph's two half-Egyptian sons, Ephraim and Manasseh, resemble the Aarenhold twins in their pampered superfluity: "They were exquisites themselves, products of the highest culture, manicured, curled, perfumed, and touched up, with mother-of-pearl toe-nails, corseted waists, and coloured ribbons flowing down their aprons at front, back, and sides. They were not bad, either of Even those familiar with the original ending and therefore certain of the Jewish origin of the Aarenhold family seem to regard the story as an attack on pretentious aestheticism in general and on Siegmund in particular. His effete dilletantism is regarded as merely an ironic contrast to the heroic power and destiny of his mythic counterpart, the Walsung Siegmund. 13 True, there is ironic contrast in this particular example of Mann's fascination with mythic recurrence, but Siegmund, too, is aware of the irony. "He was too shrewd not to know that the conditions of his existence were not the most favorable in the world for the development of a creative gift" (p. 302). His father collects rare books and cultural artifacts; the children keep up with the arts, but always they are consumers of culture, never creators. They cannot even lose themselves in appreciation of the works they read and collect. Siegmund dabbles in painting, reads a great deal, loves music, but always his detachment, intellectual and emotional, stands in the way of passionate commitment. "Siegmund loved to read, he strove after the word and the spirit as after a tool which a profound instinct urged him to grasp. But never had he lost himself in a book as one does when that single work seems the most important in the world ... " (p. 302).
Painfully aware that "he was no hero, he commanded no giant powers" (p. 303), Siegmund lacks a sense of reality. The twins revel in "voluptuous abandon" because of inner desperation: "They were like self-centered invalids who absorb themselves in trifles, as narcotics to console them for the loss of hope. With an inward gesture of renunciation they doffed aside the evil smelling world and loved each other alone, for the priceless sake of their own rare uselessness" (p. 304).
Groping toward significance, Siegmund tentatively approaches it in his conning von Beckerath into a goodnatured approval of the twins' attendance of a performance of Die Walktire only a week before the wedding, thus casting the fiancé in the role of the tricked Hunding. Kunz, the super-German complete with duelling scar, drums the Hunding motif on the tablecloth while Siegmund is thus toying with the excluded husband-to-be. Although Siegmund pretends to be begging obsequiously for Beckerath's permission to take Sieglinde to the opera, he has long before bought his tickets. This playful conning of the bridegroom foreshadows the more serious deception to follow, the act of incest in which von Beckerath's likeness to Hunding will be completed.
It is the contemplation of his mythic counterpart in the opera that brings Siegmund into awareness of what he needs in order to become creative. He needs, and no reader of The Holy Sinner and Doctor Faustus ought to be surprised at this, a great sin. A plunge into the deepest reality of his own condition, his narcissism, his Jewishness, his need for primitive vengeance against the German, will carry him over the brink of voluptuousness into passion, the source of the creative. The two words "passion" and "creation" come into meaningful conjunction in his mind during the last act of the opera. The complexity of Mann's attitude is revealed in the oxymoronic language he used to refer to the pregnancy of the Walsung Sieglinde: "Sieglinde, in whose womb there grew and waxed the seed of that hated unprized race, chosen of the gods, from which the twins had sprung" (p. 314; italics added). But oxymoron does not exhaust the inherent paradoxes of the myth. Using Nordic heroes as archetypes of the German Jews is paradoxical enough. In addition, the sin of incest produces the hero Siegfried, who re-forges his father's sword, gift of Wotan, to recover the ring and thereby redress an ancient wrong.
From sin to greatness -a theme dear to Mann and, as mentioned above, central to the Joseph series, to Doctor Faustus (1947) , and to The Holy Sinner (1951) . We recall that Jacob denied the patriarchal blessing to his clever, adaptable, successful son Joseph, who provided for the physical needs of his brethren and who chastely resisted Potiphar's wife, only to bestow it on the sex-tormented Judah. The blessing which identifies the line of transmission of the chosen people was reserved for the "sinner and religious man in one," Judah, who had been deceived into committing incest with his daughter-in-law Tamar, who in turn brought forth from this union -a pair of [28] [29] refers to the Jewish origins of the family and the withdrawal of the story, but seems to be unaware of the revision of the ending. In "Eine Novelle Thomas Manns and ihre Ge- 
